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	 Dynamis	(Perisse) of	the	Trisagion	after  











DISC TWO: the LITURGY  
of the FAITHFUL	 60:5
Cherubic	Hymn	in	Mode	Plagal	IV,	after  

















3	 	 ‘Praise	the	Lord	from	the	Heavens’	after  








































































































































































































music	in	America:	Fr	Sergei	Glagolev	(Lay Aside All 
Earthly Cares, CR401-CD),	and	Peter	Michaelides	




































































































































































































































































































































































































Byzantine	Music	&	Hymnology’s First International Confer-
ence: Byzantine Musical Culture.
Giannelos,	Dimitri.	La musique byzantine: Le chant ecclé-
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On Byzantine Chant in English
by John Michael Boyer



































































































































with so familiar a hymn.  However, one advantage of the Thyateira Trisagion is 
its syllabic structure: like the Greek, its syllabic pattern for the first line is the 
same as the second: “Ho-ly God, Ho-ly Strong.”  This lends itself quite nicely to 
AAB phrase structure, found in virtually every traditional setting of the 
Trisagion,  but impossible with the more familiar “Ho-ly God, Ho-ly Migh-ty”.
The Trisagion’s actual melody was another challenge altogether.  Originally we 
considered abandoning traditional AAB format in favor of using more of the 
original melody.  Since the first line of the original Greek (????? ? ????) has the 
same syllabic pattern as the first two lines of the translation (Holy God, Holy 
Strong), it seemed logical to apply the original music for one line to two lines: 
? ? ???? ????? ? ??? ??? ?? ? ??? ?A   a  gi i  o   o     oj     o        o    o Qe     o    o   o   oj 
Ho  -      ly__  God______,      Ho  -        -        - ly      Strong________, 
However, in order to conform to traditional phrase format, the middle section of 
the melodic line was removed, leaving the beginning and the end: 
? ? ???? ?? ? ??? ? ? ???? ?? ? ??? ?   Ho    -      ly      God_________,         Ho   -      ly     Strong________, 
The third line could then remain largely the same as in the Greek.  Although this 
final adaptation uses less of the original Greek melody, it conforms to the overall 
structur  and form of the Trisagion bett r than our fir t attempt.   
The Cherubic Hymn on this record was adapted from Plagal Fourth Mo e 
melody for weekdays by Petros Peloponnesios.  With little exception, the 
melodic material in the adaptation is taken directly from the original. The 
original melodic phrases, are not in the original order, however.  In this case we 
were able to take adva tage of the fact that some phrases in the English 
translation have the same syllabic pattern as the original Greek, although rarely 
in corresponding phrases.  For instance: 
We who ?? ??
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of	Thyateira	and	Great	Britain,	The Divine Liturgy of Our 































































































































The Resurrection Apolytikion of the current mode.
Entrance	with	the	Holy	Gospel
When the celebrants’ entrance prayer is finished, the Deacon, 
in a low voice, says to the Priest:
Master,	bless	the	holy	Entrance.




The Deacon, standing in the middle of the church in front of 
the Priest and raising the sacred Gospel, says aloud:
Wisdom.	Stand	upright.
Then the Deacon, followed by the Priest, enters the Sanctuary 
through the Holy Doors and places the Gospel on the Holy 
Table.









































































At the end of the Trisagion the Deacon comes out in front of 








































While the Alleluiarion is being sung, the Deacon, taking the 
censer with incense, approaches the Priest, and having 
received a blessing for the incense he censes the book of the 
Gospel, the Holy Table all round, the whole Sanctuary, the 
Priest and, coming out a little from the Holy Doors, the 















































































The	Litany	for	the	Catechumens, that is, those preparing 
for Baptism. 






































Priest (after the unfolding of the antimension and the First 









Deacon: Wisdom.	And he enters the Sanctuary.























The Singers begin the Cherubic Hymn to a slow and solemn 
melody, in the dominant mode of the day: (Intonation for 





When the Singers reach the end of the first part of the Cherubic 
Hymn, the Deacon and the Priest come out from the north 
door of the Sanctuary, preceded by exapteryga, lights and 
incense, and pass through the north aisle and the middle of 
the Nave as they make the Great Entrance. As they process 
























































































Priest, raising his hands: Let	our	hearts	be	on	high.
People: We	have	them	with	the	Lord.
Priest, turning to the east:	Let	us	give	thanks	to	the	Lord.
People: It	is	right	and	fitting.
7





















































The Deacon crosses his hands and elevates the Chalice and 










Then the Deacon, pointing to the holy Bread with his orarion, 
says in a low voice:
Master,	bless	the	holy	Bread.
The Priest stands upright and blesses the holy Bread, saying in 
a low voice:
and	make	this	bread	the	precious	Body	of	your	Christ,
Deacon, in a low voice: Amen.
Then the Deacon, pointing to the Chalice with his orarion, says 
in a low voice:
Master,	bless	the	holy	Cup.
The Priest blesses the Chalice, saying in a low voice:
and	what	is	in	this	Cup	the	precious	Blood	of	your	Christ,
Deacon, in a low voice: Amen.
Then the Deacon, pointing to them both, says in a low voice:
Master,	bless	them	both.
Priest, blessing both the Chalice and Paten, says in a low voice:
changing	them	by	your	Holy	Spirit,
Deacon, in a low voice:	Amen,	Amen,	Amen.


































































The Deacon comes out and stands in his usual place.
Deacon: Having	commemorated	all	the	saints,	again	and	
again	in	peace	let	us	pray	to	the	Lord.


















































































































The Holy Doors are opened and the Priest hands the Chalice to 
the Deacon, who comes out through the Holy Doors, holding 













The Priest bows, takes the Chalice and says in a low voice: 
Blessed	is	our	God, and then turns to the People, shows 










The Deacon comes out through the Holy Doors, goes to his 

































The Priest comes out through the Holy Doors and standing in 

















































































































other	compact	discs:	Tikey Zes Choral Works	and	
When Augustus Reigned (Gagliano	Records);	
The Akáthistos Hymn by Ivan Moody,	Epiphany: 
Medieval Byzantine Chant,	and	Gothic Pipes: The 
Earliest Organ Music	(Gothic);	Music of Byzantium 
(in	cooperation	with	the	Metropolitan	Museum	
of	Art,	selling	over	12,000	copies);	Lay Aside All 
Earthly Cares: Music by Fr. Sergei Glagolev,	The Fall 
of Constantinople, and Byzantium in Rome: Medieval 
Byzantine Chant from Grottaferrata (CR	Records).
Forthcoming	recordings	include	The Divine Liturgy 
of St John Chrysostom set	by	Peter	Michaelides,	the	
Kontakion of the Nativity	and	Carols	by	Richard	



































Patrologia Orientalis;	On the Life of Christ: Kontakia 
by Saint Romanos the Melodist (HarperCollins	
International	Sacred	Literature	Trust);	and	An Or-



























of Transformation: An Orthodox Priest Explores 
the Twelve Steps of Alcoholics Anonymous (2003),	
and	Bread and Water, Wine and Oil; an Orthodox 



























publications	include	Soul Mending: The Art of 
Spiritual Direction	(Holy	Cross	Press,	2000), Letters 
from the Desert: A Selection from Barsanuphius 
and John	(St.	Vladimir’s	Press,	2003),	Cosmic 
Grace, Humble Prayer: The Ecological Vision of the 
Green Patriarch (Eerdmans,	2003), Light Through 
Darkness: the Orthodox tradition	(Orbis	Books,	
2004),	John Climacus: From the Egyptian Desert 
to the Sinaite Mountain	(Ashgate,	2004),	The 
Ecumenical Patriarchate: A Brief Guide (Ecumenical	
Patriarchate,	2005), and	Beyond the Shattered Image: 
Insights into an Orthodox Christian Ecological 
Worldview (Light	and	Life,	2nd	ed.	2007), In the 






























include	articles	for	the	New Grove Dictionary of 
Music and Musicians	and	The Oxford Handbook 
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When Augustus Reigned: 







Lay Aside All Earthly 


























Byzantium in Rome: 








The Fall of Constantinople 
Cappella	Romana’s	most	
in-demand	program,	
of	Byzantine	chant	and	
polyphony	c.1453	and	motets	
by	Guillaume	Dufay,	explores	
the	musical	legacy	of	New	
Rome—caught	between	Latin	
West	and	Islamic	East.	
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